Introduction
Nel mezzo del cammin di nostra vita mi ritrovai per un a selva oscura che la diritta via era smarrita.
[In the middle of the journey of our life I found myself astray in a dark forest Where the straight road was gone.] Dante's Inferno, Canto I
The Divine Comedy or poema sacro [sacred poem], the masterpiece of the Florentine poet Dante Alighieri (1265 -1321 , is the most widely illuminated book of medieval literature. In three books (Inferno, Purgatorio, Paradiso) containing a series of individual sections, each called a canto, Dante reveals a phantasmal vision, his own spiritual odyssey, which transpired between Maundy Thursday and Easter Sunday. Guided by Virgil, his classical mentor, Dante visits Hell, passing through three rivers-Acheron, Styx, and Phlegethon-and each of the nine circles of sinners to reach the mountain of Purgatory. These circles are: limbo, lustful, gluttonous, avaricious and prodigal, wrathful and sullen, heretics, violent ones, malebolge, and traitors. In Purgatory, Dante meets his beloved Beatrice Portinari, who transports him to Paradise, where the onerous journey terminates Botticelli's drawings were in turn incised in woodcuts by Baccio Baldini (1436 Baldini ( -1487 and printed with the Dante text by Niccolò di Lorenzo della Magna in Florence. One year later, in 1482, Lorenzo Pierfrancesco de' Medici (1463-1503) requested a second edition. Due to other artistic engagements, Botticelli delayed executing this commission until 1490.
In subsequent years, editions of Landino's commentary were published in Venice, two of which were issued in 1536 and 1544 with the observations of Alessandro Vellutello. In 1551, a Lyon edition by Guglielmo Rovillo reported and commented on Vellutello's observations, with subsequent reprints of this edition being published in 1552 and 1575. In 1554, Giovanni Antonio Morandi printed Rovillo's edition in Venice. In 1564, with other reprints to follow in 1578 and 1596, Francesco Sansovino edited another version of Dante's poema sacro, adding his own notations and incorporating the previous commentaries of Cristoforo Landino and Alessandro Vellutello. 
Concept of Hell in the Renaissance: Visio Tundali
It may be asked why the Platonic Academy of Florence decided in the 15th century to revive Dante's 12 As this mania for death persisted, the modern art of healing began to evolve and was the subject of popular books that included information from medical texts and treatises concerning the use of herbal remedies for sickness as well as astrology manuals offering advice for better living.
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The Church used the popular eschatological Visio Tundali to combat the witchcraze of the fifteenth and sixteenth centuries. It desired to expose the evil of magic and debunk superstitions, divine spirits, idolatry, demonic doctrine, and false knowledge. Thereby the followers of witches would be intimidated and return to the one true faith, viz., Christianity. The Malleus Maleficarum taught its readers about evil or Simia Dei: "We may say that the devil can posses [an individual] … we may say that since [an individual] is by any mortal sin brought into devil's service … the devil provides suggestion of sin either to the senses or to the imagination, to that event the devil is said to inhabit in man …" 14 The new mythology that arose in Europe during the fifteenth and sixteenth centuries was based on the traditional dualism of good and evil or God and the Devil but advanced new depictions of the devil. The devil was also associated with the natural elements, such as fire or water. According to the Evangelist Matthew (Book 24) and the Book of Enoch, the devil relates to Hell and fire, deriving from the transformation of fallen angels into devils. Hell and the underworld were created by the rebel angel Lucifer, whose sin of pride caused his fall from Heaven into the abyss of Hell. The linking of Hell to fire comes from the legend of Vulcan, the God of Fire in pagan mythology. The worship of Vulcan and the secret cults of evil powers subsequently became associated with Lucifer and the underworld. Like a pagan god, the devil in Hell rules the underworld; he is the god of Hell. The devil is the instigator of sin and then carries out punishment of the sinner. Obviously Dante incorporated this traditional literary tradition into his Inferno, but his Lucifer resides in the center of an iceberg.
Representations of Hell in Italian Paintings: Last Judgments
Early representations of Hell can be seen in paintings of Last Judgment scenes (Giotto, Signorelli, Michelangelo). Visions of phantasmic infernos show devils or demons in control: they castigate, torture, and ultimately destroy those who have sinned through superstition and the practice of magic and witchcraft.
Representations of Hell closely relate to depictions of vices, namely, the seven deadly sins (anger, avarice, envy, gluttony, lust, pride, and sloth) and the devil or Simia Dei. Illustrations show Hell to be associated with human beings' combat against vice and eroticism and with the practices of alchemy and witchcraze. The paintings show instruments, devices, and activities of demons; musical instruments; acts of torture; and the transformation of individuals into hybrid forms. Artists who embraced the Church's teachings depicted in their paintings a vision that ran parallel to the Church's call to destroy witchcraft. However, both artists and the Church, through their respective means-pictorial image and literary manifestos, such as the Visio Tundali and the Malleus Maleficarum-inadvertently encouraged and glorified the fantastic qualities of the witchcraze movement.
Last Judgment paintings, then, combine the medieval themes of Dies Irae [the Days of Wrath] with the fantastic elements of the Apocalypse, all seen in a chaotic jungle of fire. The earth is given over to infernal monsters. The background is replete with horrors, pits, flaming houses, and towers. Hell rushes out angrily, people are burned alive or hanged, millstones of agonies occur, devils fly, water tortures are seen in the depths of the Rivers Erebos and Avernus. Evil is loosed upon earth, and the picture of retribution found in Hell can be seen in the Last Judgment paintings, 17 such as the twelfth-century mosaic Last Judgment from the Cathedral of Torcello in Venice, likely seen by Dante. In the Hell, mouth can be seen an enthroned Byzantine Satan depicted as a human holding the Antichrist on his lap. Traditionally, Byzantine illustrations of Hell are uncluttered compared to the depiction of Hell in Western art, which represents a chaotic and phantasmal world. Furthermore, the unveiling of the grand mosaic decoration on the cupola of the Baptistery in Florence in 1300 must have been a noteworthy event. Dante, no doubt, attended the unveiling and subsequently borrowed some of its imagery for executing his own Inferno. The mosaic shows earth infested with the power of evil. The seven deadly sins are again depicted, and the punishment for their perpetrators is described. Further castigation of individual sins spreads not only on their final day-Last Judgment-but also continuously through daily life; life on earth is infernal. Anticipating the later Visio Tundali and the Malleus Maleficarum, the artists describe in these paintings of Hell the powers of Satan or Simia Dei and their manifestations: Satan is the architect, creator, and ruler of the underworld in the same fashion as God is the designer of the world. Satan is the Simia Dei as described in Malleus Maleficarum:
As divine wisdom permits certain evil to be done by bad Angels or individuals, for the sake of the good that God draws therefrom, so also the good Angels do not altogether prevent wicked men or devils from doing evil.
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In the Italian Renaissance, the enthusiastic reappearance of Dante's poema sacro provided a paradox: on one hand, the Inferno expanded the sentiment of witchcraze and individual damnation; on the other hand, Purgatorio and Paradiso offered forgiveness and salvation for humankind ( Figure 1 ). After Dante's banishment from Florence in 1302 for political reasons, he visited Giotto in Padua, where the painter was working on his famous frescoes for the Scrovegni family, the so-called Arena Chapel. It is assumed that both poet and painter spent a great deal of time conversing about artistic images, for in the Last Judgment, Giotto appropriated the image of a hideous devil, in the form of a large demon both devouring and excreting sinners, from Dante's poema sacro concept of Satan as well as the variety of punishments administered to the sinners in Hell (Figure 2 ). In the sixteenth century, in a less hallucinatory manner, Signorelli's Last Judgment for the Orvieto Cathedral of 1503 and Michelangelo's Last Judgment in the Sistine Chapel of 1541 both allude to Dante's entrance to Hell (Figure 3 ). In both frescoes, Charon ferries the damned across the River Acheron to be judged on the other shore by Minos. In Michelangelo's image, Charon whacks the sinners with his oar just as Dante describes, while Minos, both in Signorelli's and Michelangelo's works, winds his tail around his body to designate the given sinner's place in Hell, again according to Dante's description. It is known that Michelangelo studied Signorelli's frescoes at Orvieto and that both frescoes are the products of their life-long devotion to Dante and his Divine Comedy. Michelangelo expressed his fascination with Dante, especially in his conversations, in his prose and poetry, and in his alleged complete series of drawings to the poema sacro, lost at sea. Both artists depicted a profound Dantean sense of the human condition in these powerful rhythms of dramatic action and gesture. The tonalities of the Dantean text, the complexity, compassion, the faith and the doubt, the sardonic comedy and the poignant tragedy have never been so awesomely caught in these masterful Last Judgment paintings. Botticelli's illustration for the poema sacro received high praise both in his own time by Giorgio Vasari and in subsequent centuries by, for example, the Queen of Sweden.
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Since their discovery in the late nineteenth century, Botticelli's drawings for Dante's Divine Comedy have been recognized as central to his artistic achievement. His drawings were intended to be part of a sumptuous illuminated codex of the poema sacro. The volume's design would have been unprecedented: it would have opened vertically, with each turn of the page offering the complete text of a canto beneath a full-page illumination showing that canto's entire narrative sequence. There is balance between the compositional arrangements of the illustrations with the respective text, that is, the image and the word are bonded to give meaning and reveal the tragedy of humanity. This commission was Botticelli's most ambitious artistic endeavor. Unfortunately, he never completed the project. Many of the drawings are not fully fixed in pen, and on only four of the extant ninety-two drawings is there illumination. The frontispiece is fully colored (Figure 4 ). 24 Michele Barbi stated: "A gli academi Fiorentini la Divina Commedia serviva a pennello per dimostate che la lingua Toscana era alta ad esprimere qualsi voglia contalto di filosofia o astrologia o di qual unque altra sicenza e cosi bene come fosse la latina e forse la Greca. Lo studio e il commento del poema fu perció tenuto in gran conto, sia per la purezza e la proprietà della lingua, sia per l'altezza e l'importanza della materia trattata" [To the Florentine Academician the Divine Comedy fit well in demonstrating that the Tuscan language was superior and even more in expressing thoughts regarding philosophy, astrology, or any other science, like was Latin or Greek. The study and the comments on the poem were highly esteemed because of the purity and accuracy of the language as well as for the high level and significance of the subject discussed] (Della fortuna di Dante nel secolo XVI (Pisa: T. Nistri and Co., 1890), xii). Cesare Balbo too commented: "il Cinquecento fu per Dante un secolo di gloria crescente e diffondesi" [the Cinquecento was for Dante a century of increasing glory and diffusion] (Vita di Dante (Turin, 1856 , repr. Florence: Sansoni, 1966 . 25 In Bologna, Michelangelo read in Casa Aldobrandi the poema sacro, and in 1519, when the Academia Medicea sent Leo X il noto memoriale requesting that Dante's remains be transferred from Ravenna to Florence, Michelangelo composed a famous poem in honor of this event: "Io Michelangelo scultore, il medesimo a vostra Santità, supplico ofrendomi al divin poeta fara la sepoltura sua, conducente e in loco onerevole in questa città" [I Michelangelo sculptor, the same one to His Holiness, beg that the divine poet be buried accordingly and in a honorable place in this city]. See Corrado Ricci, Ultimo Rifugio di Dante Alighieri con illustrazioni e documenti [The Last Refuge of Dante Alighieri with illustrations and documents] (Milan: U. Hoepli, 1891), xiii and 337. 26 The first edition is in the Biblioteca Ricciardiana in Florence. The most complete version of the second edition is at the Kupferstichkabinett, Staatliche Museen in Berlin. 27 Watts, "Pictorial Wit and Parody as Narrative Tools." To see this, however, "one must look beyond the literal fidelity of his narrative treatment and beyond the beauty of his designs but focus on the pictorial parody which Botticelli inventively used to convey the spirit, style, and significance of Dante's verse." 31 In writing the Divine Comedy, Dante assumed that his readers would bring to the poem an extensive body of literary knowledge. Thus his poema sacro contains numerous metaphors, allegories, and literary conceits that only the literati would recognize. Botticelli likewise assumed an artistic sophistication on the part of his audience to provide a pictorial tapestry in which the Divine Comedy is woven. Correctly so, for Botticelli's patron Lorenzo Pierfrancesco de' Medici, who spent his youth in the Medici Palace and who commissioned the Primavera and the Birth of Venus, was artistically erudite and would have understood the significance of his pictorial conceits.
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Botticelli's illustrations reveal a strong individual quality of design. The compositions for the Inferno show inventive architectural settings, medieval towers, boats, and devils-the voyage into chaos as seen in 28 Bernard Berenson, "Botticelli's Illustrations to the Divina Commedia," The Nation (Florence, October 22, 1896) Addington Symonds and Guido Biagi, compilers of Stradano's drawings, the origin and history of this commission are unclear.
42
They speculate that Stradano might have responded to a request from the Accademia degli Alterati, based on the fact that Stradano, in his diary, Rinnovellato, makes reference to a Laurentian codex (Figures 5a and 5b) . Stradano's pen-and-ink drawings reflect a grey and green tonality with watercolor touch-ups of white highlights. The composition of the illustrated text consists of twenty-eight drawings: twenty-four of the Inferno, and four of Purgatorio, signed Jo. Stradanus, Flanders, inventor Florentiae 1587 -1588 43 Unlike Botticelli and Zuccaro, Stradano emphasized in his drawings the most pregnant moment of Dante's cantos, moving away from the decorative aspect and stage setting for the narrative to concentrate on the psychological impact of the scene. In Botticelli's illustrations, the viewer observes with fascination the unfolding of the drama; in Stradano's illustrations, the viewer experiences with empathy the outcome and suffering of the protagonists; whereas in Zuccaro's illustrations, the viewer is instructed and reminded of Dante' Per me si va nella città dolente, Per me si va ne l'etterno dolore, Per me si va tra la perduta gente. Giustizia mosse il mio alto fattore: Fecemi la Divina Potestate, La somma sapienza e'l primo amore. Dinanzi a me no fuor cose create Se non etterne, e io etterno duro. Lasciate ogni speranza, voi ch'intrate.
[Through me the way to the city of woe, Through me the way to eternal pain, Through me the way among the lost. Justice moved my maker on high: Divine power made me, Wisdom supreme, and primal love. For the illustration of Dante's Canto VII, 48 Circle Four-The Hoarders and Wasters-Stradano visualized the poet's text and divided the sinners into two groups, illustrating how one group asks the other, "Why do you hoard?" The other group replies, "Why do you waste?" Unlike Stradano, Zuccaro did not divide the sinners into two groups but, instead, gathered them into a pigeonhole where all are nude and pushing large and weighty balloons of stone. Botticelli illustrated the tortuous punishment of avaricious and prodigal in their facial expression of the human nude figures (Figures 13, 14, 15 ). For the illustration of Dante's Canto VIII, 49 Circle Five-The Wrathful-Dante's dramatic narrative of his journey to the City of Dis ("Roman" for the city of Hades or the capital of Hell) requires a panoramic view of the representation of Hell. For a manuscript illustrator, this canto presents numerous compositional and design challenges because of Dante's complex description of his perilous voyage to the infernal city, including Virgil's and his risks in descending into the fifth circle, navigating amidst the wailing sinners in the boat of Phlegyas along the Styx to reach the sixth circle, and experiencing demonic threats at the entrance of the City of Dis. Stradano illustrated the anger of the sinners in the circle. Dante and Virgil can be seen in the boat of Phlegyas courageously transversing the River Styx amidst the wailing sinners. Zuccaro, instead, contrasted the monstrous-like rocky formation with the putrid River Styx. Dante and Virgil travel in the boat of Phlegyas on the Styx amidst the wailing sinners as well. But rebellious angels guard the infernal gate, refusing the poet's entry. Three infernal furies, symbols of eternal remorse, appear on the upper portion of the tower, exposing the head of the Medusa, wishing for the poets to be transformed into stone. Virgil, symbol of human reason, promptly places his hands over Dante's eyes and seeks divine intervention, praying for a Heavenly Message. Upon his appearance at the City of Dis, the gate is opened and the poets enter unopposed. Botticelli masterfully interpreted Dante's narrative, but by organizing the imagery in descending spatial planes. Moreover, he aggrandized the role of Virgil as Dante's defender and protector by showing him forcefully arguing with the devils, although to no avail. However, after demonic threats and heavenly intervention, they successfully enter to the eternal city (Figures 16, 17, 18) . figure. The full-size figure is that of an ugly, hairy monster, with three horned heads. They consume the malefactors with disgust. The poets struggle to escape from this tormenting circle of hell. The originality of Dante's Lucifer rests on his immobility, his being locked in ice, and his inability to see God. These artists portrayed a personal interpretation of this horrifying scene-the Visio Tundali (Figures 24, 25, 26) . When comparing the drawings of Botticelli and Stradano with those of Zuccaro for Dante's Inferno, Stradano's drawings lack text in the design and represent a vivid interpretation of his reading Dante's text. In the treatment of the human figure, Stradano captured Dante's narrative and aroused empathy in the viewer. Botticelli's drawings carefully follow Dante's text, and the drawings themselves contain no text. In contrast, Zuccaro's drawings contain headings, epitaphs, and brief references to Dante's text. He captured Dante's allegorical narrative in two complex spatial constructs: architectural designs of gates and walls filled with bucrania (ox skulls) and skeletal ornamentation; and landscapes with huge rocky formations and gigantic, twisted trees. These are impenetrable spaces in which human beings will never find freedom. Zuccaro is teaching the reader to see. Botticelli gave equal weight to word and image by placing text on the left side of the page and illustrations on the right, whereas Zuccaro combined the word with the image, with the illustration containing captions or small scripts in framed squares. Botticelli allowed the viewer to read and reflect on the text and then view its accompanying illustration; Zuccaro selected the text and incorporated it into the illustration, thus providing the viewer with a visual reading of Dante's Inferno. Zuccaro, visually and literally, taught Dante's text to the viewer through his images and words. The visualization of the poem can be interpreted as the culmination of the ancient conceit of ut pictura poesis. 54 It may be asked why Zuccaro was concerned with this pedagogical approach. 55 By reflecting on his academic training and the development of art theories of his time, his purpose in illustrating Dante's Divine Comedy can be understood. Zuccaro's theory of art was designed to answer one question: "How does an artist create a work of art?" His answer: through design, creativity is manifested. Thus his theory of art stresses the theory of design-internal and external (disegno interno e disegno esterno). Dante had asked a similar question years before: "How does a poet create a work of art?" His response manifested itself in his poema sacro. For Zuccaro, then, Dante represented the artistic genius who, in the process of answering his question, had also revealed to him the way in which to achieve this creativity. As a consequence, Zuccaro, in his drawings for Dante's commedia, displayed his artistic skills by visualizing Dante's words as well as his poetic interpretation in comprehending Dante's meaning of life.
Following Giorgio Vasari's footsteps in the creation of the Accademia del Disegno (1562) in Florence, 56 Zuccaro also organized a drawing academy, the Accademia di San Luca, in Rome and became its first president in 1593. 57 The Accademia emphasized practical instruction and theoretical lectures, with the aim of creating social prestige for the artist. These ideas evolved into a theory of art or aesthetics described in a handbook for artists on rules and procedure with a sizable theoretical text entitled L'idea de' pittori, scultori ed architetti [The notion of painters, sculptors and architects].
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Unlike Vasari, Zuccaro did not instruct the artists on how to make a work of art. His concern was how the notion of art appears in the mind of the artist and how it is translated into a drawing. Zuccaro's famous table on the property and quantity of design clearly explains how the artist's idea moves from God to work of art. In Aristotelian fashion, he described the process for design: from the abstract concept of the idea to the practical or material execution of the design idea. Beginning at the top of Zuccaro's diagram, a divine spark suggests the name, followed by the properties or qualities of circumscription, mensuration, and form (image). These qualities in turn give substance to form and figure by simple outlines. This appearance reveals the light of the intellect, represented through the instruments of pencil or pen. The result creates a design.
As a Christian of the sixteenth century, Zuccaro explained the origin of design or disegno in terms of the number three, symbolic of the Trinity, which composes God's name: di-segn-o or Dio (the Italian word for God), and segn (Italian word for segno or sign) for design. 59 In his writings, Zuccaro was influenced by
Thomas Aquinas' concept of God in Summa theologiae (I, l-15: "God, as a creator, also 'designs' internally and externally, so to speak"). Zuccaro commented also that the structure of the word disegno contains "the true sign of God within us" (vero segno di Dio in noi). 60 Design extends from the internal to the external, from the image in the mind to the drawing on paper. Zuccaro stated that "one should remember that there are two kinds of operations: external ones like drawing, outlining, shaping, caring, and building; and internal ones like reasoning and desiring." 61 Internal design is a concept or idea formed in the artist's mind by God, and external design or artistic representation is the manifestation on paper of that concept or idea. Internal design is "free from its execution in any artistic medium." 62 Thus the drawings for Dante's Divine Comedy represent Zuccaro's theory of art, where drawing manifests artistic creativity as Dante's poema sacro. Both artists-painter and poet-allude to the ut pictura poesis conceit and to furor poeticus (impetus of the poet).
Conclusion
The drawing illustrations of Botticelli, Stradano, and Zuccaro reveal how these artists captured Dante's poetical imagery through a variety of artistic processes and interpretations. Artists and poet alluded to Horace's ut pictura poesis conceit "as is painting so is poetry." 63 This notion about artistic creativity combined the conception of poetic inspiration with visual forms and vice versa. 64 The phrase was frequently employed by artists and theoreticians of the sixteenth century, including Leonardo da Vinci, Ludovico Dolce, Gian Paolo Lomazzo, and Giorgio Vasari. 65 The idea of ut pictura poesis captures the complementary nature of poetry or writing with painting, equating the inspiration of the poet and writer with the imagination of the painter. 66 Both are concerned with the conception of creativity and imitation of nature: the painter through the use of visual elements (line, color, tone, texture, and shape); the poet or writer through words. Leonardo, commenting on the versatility of the painter, remarked about this parity, which Dante captures in his poema sacro.
pittore non sadisfacci piu, non s'è egli viste pitture avere tanta conformità colla cosa viva ch'ell'a iganato homini e animali?
[And if a poet should say: "I will invent a fiction with a great purpose," the painter can do the same, as Apelles painted the Calumny. If you were to say that poetry is more eternal, I say the works of a coppersmith are more eternal still, for time preserves them longer than your works or ours; nevertheless they have not much imagination. And a picture if painted on copper with enamel colors may be yet more permanent. We, by our arts may be called the grandsons of God. If poetry deals with moral philosophy, painting deals with natural philosophy. Poetry describes the action of the mind, painting considers what the mind may effect by the motions. If poetry can terrify people by hideous fictions, painting can do as much by depicting the same things in action. Supposing that a poet applies himself to represent beauty, ferocity, or a base, a foul or a monstrous thing, as against a painter, he may in his way bring forth a variety of forms; but will the painter not satisfy more? Are there no pictures to be see, so like the actual things, that they deceive men and animals?].
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In this statement, there is also an allusion to the Renaissance Neoplatonic concept of furor poeticus or poetic inspiration, which derives from the writings of philosopher Marsilio Ficino. Ficino explained in his Orphic writings that there are four forms of inspiration or furor: divine, prophetic, amorous, and poetic. 68 Considering Ficino's philosophical influence in the arts of Renaissance, I would like to coin Ficino's inspirational fire as a particular type of furor, a furor artisticus, a unique artistic frenzy of visual artists. 69 The explanation of artistic inspiration is based fundamentally on the Italian Renaissance tradition, which considers creativity to be a faculty present in all of human activity, 70 indicated not only in the writings of Zuccaro but also in Vasari, who noted: "Thus [creativity must be activated] when the intellect (l'ingegno) wants to work, and when the fire of inspiration is kindled (il furore e acceso), because it is then that one sees excellent and divine results, and marvelous conceptions (concetti meravigliosi)." 71 The notion of artistic creativity combined with the concept of poetic inspiration and ut pictura poesis is encapsulated in these drawings of the Dante's poema sacro. These Cinquecento artists provided a new pictorial world of artistic mysteries and phantasmic visions in which the illustration of Dante's poema sacro, in particular Hell, evolved over and over, manifesting the eternity of life not just in its evilness but also in its beauty. As Dante, turning to Beatrice, in Canto XXXIV of Paradiso, says with hope: A quindi uscimmo a riveder le stelle (And so we walked out, once more beneath the stars).
